Gregg Deal (Pyramid Lake Paiute) is a performance and visual artist whose work deals explicitly in decolonizing the contemporary experience of Indigenous peoples. An analysis of his performance of White Indian in 2016 at the Denver Art Museum opens the possibilities of performance as a method for museums to decolonize their spaces and curation.
order to delineate property and treaty rights during the Dawes Act of 1877, but that as populations intermarried the legal designation of quantifiable blood (from full to smaller percentages) that defined membership within tribal nations would become a complicated designation of belonging.
7 From the government's perspective, the quantification of blood limits the financial obligation the United States government has to each member of a tribal nation according to the different treaties and laws that congress had passed. When this law was passed, the U.S. government subscribed to a belief that intermarriage would eventually dilute Blood Quantum until no one met the requirements and financial obligations would therefore conclude. Consequently, there is a capital gain to be had in marking and quantifying people, until they eventually disappear on paper, if not in reality. This legal policy, combined with the boarding school movement, was designed to make "last of" trope a reality, or as Tallbear writes to "deTribalitize" Indigenous nations. 8 As Deal points out in his performance, Blood Quantum is a federal policy that polices Indigenous belonging and dehumanizes through a legal quantifiable definition of racial identity. Importantly, no ethnic group except Native
Americans within the United States must still prove racial identity through blood. 9 The flip side of this policy has meant that different tribal groups have had a language to establish citizenship and sovereignty for their nations. Instead of erasing these nations, the policy in contemporary times makes a direct line of citizenship and belonging visible.
Deal strategically negotiates his narrative to confront both cultural myths about Indigeneity and the legal reality in order to tell the truth about the trauma of erasure. Blood
Quantum is tied to the history of colonization and land-grabs within the United States, when borders of treaty territory were unceremoniously shifted to favor the U.S. government. As Amy Lonetree writes in Decolonizing Museums, truth-telling is one of the tenets of the decolonizing process, and when museums do not reckon with the historical trauma of the past they perpetuate the trauma for Indigenous patrons. 10 It is impossible to heal from a trauma that is purposefully forgotten, and museums can be a space that actively engages with those hard truths. Performance, specifically in a museum, offers an opportunity for the museum to differentiate representation and create new meanings in its educational space. A decolonial act challenges accepted narratives that are based on colonial logics, repositions Indigenous narratives at the center of their own stories, and forges paths into the future. As Lonetree articulates that change needs to be more than just an act of survivance. DNA, 47. 9 It is worth noting that, as different tribes embraced self-governance in the late twentieth century, the details of blood quantum have shifted with some tribes to direct descent. There is a wide variance in how membership is passed among the many different Indigenous nations. See Kim Tallbear, Native DNA "Chapter 1. Racial Science, Blood, and DNA" for further information about tribal membership and the evolution from blood to DNA has shifted in recent decades. 
The Performance
The first movement of Deal's piece, "White Indian," is a cuttingly humorous taxonomy of the stereotypes and appropriation of Indian-ness performed by white men (Figure 1 ). With PowerPoint-like images projected behind him, Deal identifies the people who define Indianness through stereotypical ideals, white men performing Indian, such as the "The Great White Hope Indian (Kevin Costner)" and "The Quirky and Probably Crazy White Indian (Johnny Depp)."
13 In the piece, Deal references and critiques the "last of" trope directly with visuals from the 1992 adaptation of The Last of the Mohicans starring Daniel Day-Lewis. Deal describes this specimen within his taxonomy of "white Indians" as "the fervent self-assured white
Indian," that is, the white man who is better at being an Indian than an actual Indigenous 
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Gregg Deal, White Indian. January 29, 2016. Denver Museum of Art, Denver, CO. Photos by Kelsey Huffer.
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Figure 4
Gregg Deal, White Indian, January 29, 2016. Denver Museum of Art, Denver, CO. Photos by Kelsey Huffer.
In the final piece, "Indian Pedigree", Deal confronts the realities of living with the legacy of reservations, broken treaties, and Blood Quantum policy while getting a tattoo of his own Blood Quantum designation (Figures 3 and 4) . His decision to mark his body while speaking of the marking of Blood Quantum is a powerful action, a performance of what Deal calls his "critical thought and theory" that is not meant to be about identity but rather about what makes someone "Indian enough."
16 Toward the beginning of "Indian Pedigree," Deal speaks the following:
And while this white man presses ink into my arm with the use of a needle, you may be saying to yourself that this is a bit dramatic
Get over it Let it go
That was the past But the weight and measure of being Indigenous is a real thing. In 1990, the Native American Graves and Repatriation Act (NAGPRA) was passed into United States Law, requiring museums and other institutions to return cultural items (ranging from human remains to sacred objects) to lineal descendants and culturally affiliated tribal nations. NAGRPA caused many institutions to begin to reassess their curation while initiating the process of returning parts of their collections to their proper homes. As museums continue to grapple with the effects of NAGPRA, it is useful to look to the Denver Art Museum and Deal's performances in it to think about what role the museum plays in telling the stories of Indigenous people and how they can make space for Indigenous people to tell their own stories.
It takes a large influx of financial support to make large changes to curation in permanent The impact of performance means that the museum can begin to build partnerships with
Indigenous community members and begin to tell the "hard truths" that are both essential and difficult in the history of the Americas. This journal is operated by the University Library System of the University of Pittsburgh as part of its D-Scribe Digital Publishing Program, and is co-sponsored by the University of Pittsburgh Press.
